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This paper introduces Point of View framework to examine design strategies for
enriching the audience’s emotional connection to information design artifacts. The
framework consists of four thematic variations of point of view: perspective, person,
mode, principle. The model is intended to accommodate the developing research
agenda of exploring the emotional experience between the audience and the
information design artifacts, which is becoming increasingly concerned with the wider
impact of information products on people. Analysis of two information design cases
are presented to demonstrate how the framework can be used to examine different
kinds of design strategies in response to specific design problems.
point of view; user experience design; information design; design theory

1

Introduction

In the last two decades, emotion has emerged as an important theme in discussions of design.
Central to this idea is the notion that emotion plays a critical role in the way that humans interact
with information, products, and the surrounding environment. Human factor analyst Patrick Jordan
argues that usability-based approaches are limited because they regard products merely as tools and
users as cognitive and physical components of a system (Jordan, 2002, p.11-12). In addition, Donald
Norman approaches emotions as human attributes from three different levels, which are visceral,
behavioral, and reflective. His framework provides different ways of shaping one’s emotional
experience of a product and the implication in the creation of a product that can evoke specific
emotional responses from the user (Norman, 2003).
Numerous studies focus on developing frameworks, techniques and methods for emotion research
in product design and human-computer interaction. For example, Pieter Desmet presents a
framework of product experience that can be experienced in human-product interaction as three
distinct levels of experience of aesthetic, semantic, emotional (Desmet & Hekkert, 2007) and 25
positive emotions that people can experience in response to product design (Desmet, 2012).
Hassenzahl et al propose Experience Design as an approach to discover pleasurable and meaningful
This work is licensed under a Creative Commons Attribution-NonCommercial-Share Alike
4.0 International License.
https://creativecommons.org/licenses/by-nc-sa/4.0/

moments of experiences by providing conceptual tools to help designers to model people’s
interaction with products through material and experience (Hassenzahl et al., 2013). Despite the
increasing interest in emotional experiences in product design and interaction design, discussions of
emotion focus on either the components or levels of emotional experiences or kind of emotions that
are relevant to human-product interaction. In fact, proposed frameworks or methods can help a
general understanding of one’s emotional experiences with information or products, yet they do not
provide a set of conceptual tools that help to explore and examine how the audience experiences
various kinds of products and information in detail.
This research is motivated by a lack of substantive theory that would allow design researchers and
educators to model the relationship among information artifacts, audiences, and designers in
specific contexts. As the complexity of information design has increased in an inter-cultural and
global environment, I argue that there is a room for a theoretical framework that will help design
researchers, practitioners, and educators articulate the complex relationship between information
and emotion. How can we describe the audience’s emotional experience to information artifacts?
How can we articulate design strategies that are often implicitly used by designers to create
information artifacts aimed at enriching emotional effect for an audience? These are key questions
to examining the relationships among information artifacts, designers, and audiences, and more
specifically how they are emotionally connected one another.
In order to answer the questions addressed above, this paper presents Point of View framework that
help design researchers and educators to describe the audience’s emotional connection to the
information artifacts and to analyze design strategies that enrich the audience’s emotional
experience in particular contexts. In addition, this research contributes to provide a metalanguage
that allows design researchers and educators to articulate the complex relationship between
information and emotion.

2

Point of view framework

Point of View framework is a descriptive framework to examine design strategies used for creating
information artifacts in response to specific design problems. Concept of Point of View framework
originally derived from Franz Stanzel’s The Typological Circle that points out the inconsistent use of
point of view in narrative criticism (Stanzel, 1986, p.9); but it has been modified to provide a
framework that would allow us to describe and analyze the diverse use of point of view in the
context of information design in which the narration can take the form of either verbal, written or
visual narrative (Jun, 2014, p.412-414).

Figure 1 Thematic variations of point of view as mediacy of information design
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Four thematic variations of point of view are proposed as mediacy of information design:
perspective, person, mode, principle (Figure 1). This framework will help to broaden one’s
understanding of point of view in relation to its functional aspects that move beyond its focus on
narrative person; it also will contribute to providing a framework that can develop design strategies
through an inquiry into the following questions: 1) What are the nature and the scope of reality
presented in information design? (perspective) 2) From whose point of view is the information
presented? (person) 3) How is the information presented to the reader? (mode) 4) On what ground
is the belief based? (principle). (Jun, 2014, p.415).
These four themes provide “places” or topics that consists of “a tool of inquiry” in the analysis,
exploration, and generation of various forms of mediacy for information design (Buchanan, 2001,
p.75). For example, point of view as perspective can be regarded as from which individual elements
are structured and visualized while point of view as person can be understood as an identity, from
whom information is perceived and interpreted. In addition, point of view as mode refers to by
which information is reconstructed and experienced through the process of action in contrast to the
principle in which one’s belief or value is grounded.
The purpose of the framework is twofold. First, it offers a theoretical framework and terminology for
investigating different uses of point of view as the mediacy of information design. In fact, point of
view has been appeared to analyze the levels of meaning in images in visual studies and social
semiotics (Kress & van Leeuwen, 1996; Unsworth, 2001; Rose, 2007). While these terms are still
relevant to analyze the physical, social and emotional relationships between the viewer and the
represented participants in the image (interpersonal), the use of point of view could be improved by
the discussions of other kinds of relationships between an image and reality (ideational) or the
relationships among the information components (textual) (Jun, 2014, p.416).
Second, this framework contributes to discovering a set of design strategies that have been
effectively used in particular communicative situations, specifically in order to emotionally connect
the audience to the information design artifacts. For example, one of the Stanzel’s constituents,
person in his Typological Circle proposes the opposition of identity and non-identity to whether the
realms of existence of the narrator are identified with those of the fictional characters or not
(Stanzel, 1986, p.111). While identity and non-identity explain the narrator’s relation to the world in
literary criticism, these would help to illustrate emotional distance between the narrator (or
audience) and the fictional character as well as to examine different kinds of strategies that are
applied to enrich the narrator(or audience)’s emotional connection to information design artifacts
(Jun, 2014, p.416).

3

Example analysis

In what follows, I will examine two cases of information design artifacts in detail, which respond to
specific design problems thorough the use of the thematic variations of Point of View as a
conceptual tool for analysis. These two cases are chosen over the others because my emotional
experience with them in person can be better described based on Point of View in addition to others
experiences that are found online.
The first case is Titanic, the Artifact Exhibition that represents the story of the legendary ship by
laying out the real artifacts that were recovered from the debris. Through the examination of person
and mode, diverse information artifacts and the organization in the exhibit creates an intimate
experience from the point of view of a character on board, and develops a story through the
deliberate representation of scenes, sequences, and spaces.
Second, the I Like Seoul Campaign is a social campaign that fosters collective interaction to actively
respond to the problems and issues about the environment. Through the employment of person and
principle as the primary focus, diverse voices are created to foster open public dialogue, and irony is
utilized to offer an opposing stance to the monolithic voice of the government.
1118

3.1

Titanic, The Artifact Exhibition

Titanic, The Artifact Exhibition showcases actual artifacts that were recovered from a debris field 2.5
miles beneath the surface of the North Atlantic after the ship’s wreck during its maiden voyage on
April 15, 1912. The story of the Titanic has been retold in numerous books and movies; perhaps one
of the reasons the story of the Titanic still attracts so many people nearly a hundred years after its
occurrence is the dramatic element of human stories of those who were onboard this legendary
ship. Thus the exhibition is not only a portrait of a famous unsinkable ship from its birth to death; it
is also a compilation of stories of people who survived or passed away with the fate of the ship.
While books and movies focus on the story of characters involved in the event, the goal of the
Titanic exhibit is to display real objects collected from the ocean floor surrounding the wreck site,
thereby telling a story of the ship and the 2,228 souls who journeyed with her into history. While it is
easy for books and movies to sustain an audience’s attention as a story unfolds over time, designing
an exhibit offers a different challenge to designers in that the experience of the exhibit is temporal
and spatial. In other words, the exhibit allows visitors to navigate through the artifacts in the exhibit
from their own point of view whereas the books or movies present a story that is told from one of
the main character’s point of view. Depending on the visitor’s motivation or their personal interest
in the story, their emotional experiences with the exhibit may vary. For example, when visitors do
not have any personal interest in the event or are not familiar with the story, the exhibit may not
evoke any emotional response from them, just as a person browsing old artifacts in an antique store.
Although visitors recognize the fact that the artifacts they are seeing in the exhibit are real artifacts
used in the Titanic nearly a century ago and that they are recovered from an ocean floor 3820
meters deep, these facts may not greatly affect the visitors’ perception or experience of the exhibit.
Therefore, building some connection between the artifacts and the visitors is key to designing the
exhibit. According to the interview with John Williams, principal designer for Titanic exhibition, he
states his goals in designing an exhibition is “we recognize part of our role is to re-tell Titanic’s story
and preserve her legacy. We emphasize the Exhibition as a memorial and as an amazing platform to
educate visitors on each part of her unfortunate tragedy.” When creating a situation for the artifacts
in which each object tells a story of people onboard or illustrates their experiences in the Titanic, the
artifacts become meaningful to the visitors when each piece is seen in context, just as evidence in a
crime scene reveals a whole story when all the pieces of evidence are in place.
In what follows, I discuss three design strategies used in the Titanic exhibit, based on the Point of
View framework presented in the previous section. The diagram below shows how each strategy is
related to the thematic variations (Figure 2). For example, person and mode function as mediacy for
the Titanic exhibit, particularly in examining the artifacts or the design of the exhibit as it was
created to enhance the audience’s emotional experience in the exhibit.

Figure 2 Design strategies in the Titanic exhibition
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3.1.1 Creating an intimate experience from the point of view of a character in the story
What distinguishes the visitors’ experiences in the Titanic exhibit from others is first found in the
boarding pass given to the individual upon entering (Figure 3). Each ticket is a replica of a boarding
pass for the ship and has a detailed description of an actual passenger on the back. These
descriptions offer information about each passenger, from name, ticket class, number of people
accompanied to the reason that he or she was onboard, along with additional passenger facts. For
example, 38 year-old Miss Annie Clemmer Funk was returning to her family home in Bally,
Pennsylvania from Janjgir, India on a second class ticket after receiving a telegram that her mother
was very ill. Another example shows a story of a 48 year-old woman, Mrs. John Morgan Davies who
was traveling with her two sons and two friends to Hancock, Michigan to live with her eldest son
after being widowed twice.

Figure 3 Boarding pass from the Titanic exhibition. Copyright © Titanic: the Artifact Exhibition

Instead of moving through the exhibition from a stranger’s point of view, this information in this
postcard-size carry-on is useful for visitors to track their passenger’s experience on their boarding
passes from his or her point of view. Consider the following quote from one of the visitors to the
exhibit in the Denver Museum of Nature and Science:
Those boarding passes got all of us emotionally invested before we stepped foot into the
exhibit. As we talked through, it was each to imagine and wonder if ‘we’ had been the
owners of the artifacts displayed did we wear those glasses? Drink from those cups? And
most of all, did we get into any of the lifeboats? (Tiffani, 2007)
The boarding pass creates an impression that this is not just a story of a legendary ship but also the
stories of the 2,238 people who journeyed in the ship. In this respect, each object becomes a piece
of information that is meaningful and engaging when it portrays the experience of a particular
passenger onboard or describes what the experience would be like in the Titanic. Simply put, the
Titanic artifacts are not just physical pieces of evidence that demonstrate the veracity of the
historical event; they are storied objects that elicit emotional experiences of the people onboard the
Titanic.
In addition to the boarding pass, which first builds the visitor’s connection to the actual passenger,
another element that elevates this emotional experience is found in the Memorial Gallery, the
exhibit’s final display. Upon entering, there are three wall panels that list all the names of the
passengers who were saved or lost based on their ticket class (Figure 4). At first glance, looking at
the huge number of people who were lost overwhelms visitors, particularly in noticing the big
difference between third class and first class passengers who didn’t survive. Then, a feeling of
astonishment turns into a sense of awe or deep sorrow as the visitors locate his or her passenger on
the wall. This sentiment is illustrated in the following comments:
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Powerful and awe inspiring, this exhibit allows the visitor to see, hear, and feel a small
portion of what life and death must have been for the passengers and crew of the
Titanic.(Tulsa, 2010)
This was my second time and I still am in awe and have a feeling of sadness for all of
those families broken up and all of the sorrow. This is amazing.(Anonymous, 2010)
It is not only the connection between the individual visitor and his or her passenger that is built in
this exhibit; the emotional connection is also strengthened by bringing the visitors together and
allowing them to share in their experiences and the story in the exhibit. For example, a visitor
recalls, “by the end of the exhibit, we all really felt like we were the people on our paper.”(Tiffani,
2007).
She further describes:
The Golfer. Oh, The Golfer (a third class passenger). I found his wife on the survivor list,
but without his name accompanying it. He was so nervous as I searched and searched. I
finally found it, along with his brother’s name, on the “Lost” list. I told him that he had
most likely placed his wife on a lifeboat, and then stayed behind so more women and
children could be saved. And then I started tearing up. I had no idea it would be so
emotional by the end!(Tiffani, 2007)
After he checked the fate of his passenger, he also walked over to ask another visitor with whom he
talked in the exhibit if his passenger survived or not. Sharing real stories about their passengers turn
strangers into friends; it also creates a sense of leaving the exhibit with some stories to tell or
feelings about the journey.

Figure 4 The Memorial Gallery in the Titanic Exhibition. Copyright © Titanic: the Artifact Exhibition

3.1.2 Developing a dramatic story through the deliberate representation of scenes,
sequences, and spaces
What distinguishes one’s experience in the exhibition from the experience of reading a book or
watching a movie lies in the difference between spatial and temporal experience. Walking in an
exhibit develops the visitor’s navigation through the artifacts on display by controlling their pace and
movement, yet it may not create an experience as immersive or vivid as events occurring within a
moment in a movie.
In order to develop a compelling story through the visitors’ spatial navigation, the Titanic exhibit
presents its story based on the chronological order of the event. The exhibit consists of four parts
from its construction and departure to the memory of people, in which the life of the Titanic is told
in a way that creates a deliberately organized pathway for the visitors. For instance, the construction
and departure gallery in the first part, as well as the gallery describing the Titanic’s crash into a block
of ice in the third part, are organized according to the temporal progression of events. The second
part of the exhibit showcases various recreations of rooms with furniture, clothing, dinnerware and

1121

silverware, menus, and personal belongings that were used in each space (Figure 5, Figure 6).
Displaying artifacts and furniture in context vividly describes the passenger experience along with
the use of other kinds of informative pieces. For example, the Veranda café, one of the restaurants
for the first class passengers, includes an actual recreation of the space with a display of china,
glassware and silverware and demonstrates a contrast with the third class dining saloon displayed in
pictures with their simple mugs and plates (Figure 6). Comparing the dinnerware between the first
and third class provides a glimpse of the dining experience between different classes; the dinner
menu hanging on the wall also offers detailed information about types of food served for each class.
For example, Filet Mignon and Beef Sirloin are served to the first class diners whereas boiled chicken
and bacon are the main dishes in the third class dining area. Representing the dining experience in
diverse ways illustrates what it was like having a meal per each class in Titanic.

Figure 5 Room recreations: first class cabin (left), third class cabin and hallway (right). Copyright © Titanic: the Artifact
Exhibition

Figure 6 Second class china (left), Third class plate and mug (right). Copyright © Titanic: the Artifact Exhibition

3.1.3 Leaning through reflection about doing
One of the goals of the Titanic exhibit is to provide education. According to Joanna Haas, the director
of Carnegie Science Center, the Titanic exhibit “isn’t just about the historical aspects of the sinking of
the Titanic. It also deals with the science behind what was hailed as a tremendous engineering feat
that ended in disaster. Ninety years after the sinking of the Titanic, science played a role in
developing ways to salvage artifacts from the wreckage area surrounding the ship.”(Haas, year
unknown) In this respect, science as inquiry becomes the primary focus of the Discovery Gallery in
which the process of artifact recovery and conservation is presented. In addition to a variety of
hands-on activities, various documents are also available to download online from the link upon
request, such as the Teacher’s guide or Educator’s information packet, which list of a variety of field
trip activities and classroom lessons for different grades.
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The educational impact of the Titanic exhibit is further enhanced through the presentation of
scientific information within the stories of real people and real artifacts. Reconstructing the historical
event from diverse perspectives, the Titanic exhibit becomes “a great catalyst for lessons in history,
geography, English and Math” beyond science and technology. This is why the exhibit has drawn a
wide range of visitors, from children to adults, and now continues to be held across numerous
countries. Because of the richness and detail of the reconstruction of the event in its time, the
exhibit provides something, from emotional experience to scientific knowledge that the visitors can
take away from it. This is expressed in one of the visitors’ comments, “This is an amazing exhibit. I
knew part of the stuff about the Titanic, but I never knew all of it. There are all these fiction/fact
movies and stories about the Titanic, but you never get the full story, like you do here”(Richland,
year unknown). Scientific facts, historical records, and social and cultural contexts can provide a
fuller experience when they are woven together as a coherent story.

Figure 7 The wall of ice in the Titanic exhibition. Copyright © Titanic: the Artifact Exhibition

Another example of the design of the learning experience is found in the third section of the exhibit.
In order to create a distinct experience from other sections, the emphasis in the third part is a
description of the day of the ship’s sinking. This part is meant to enhance the visitors’ sensory
experiences in diverse ways: through dim lighting, low temperature, and numerous sounds effects
such as a low humming sound that mimics the ship’s engines. The highlight of this part is a large
block of ice that stands in the middle of the room, which visitors can touch, feeling the coldness of
the water that the ship’s passengers felt on that night (Figure 7). The following comments from two
visitors describe their experiences with the iceberg wall:
The kids tried to see who could keep their hands on it the longest-no one managed
longer than 8 seconds. Then we read that the freezing sea water was even colder than
the fresh iceberg, and that most of the deaths occurred from hypothermia than
drowning. We all sat in silence, imagining how cold it must have felt being totally
submerged in the cold ice water, not just putting our hands on it (Tiffani, 2007).
Touching the ice gave you a true idea of what they faced in many hours which would be
their last (E.& D.K., year unknown).
Providing visitors with diverse forms of hands-on experience was effective in making one’s learning
experience direct and memorable. More than any realistic description or scientific evidence,
touching the ice helps visitors to feel and imagine a situation that a huge number of passengers had
to endure on that day. It is a unique experience that only the physical exhibit can offer to visitors in
contrast to the experience of reading or watching an online experience.

1123

3.2

I like Seoul campaign

The I like Seoul Campaign (ILSC) is a social campaign project that demonstrates the role of design in
society, not only in its goal to solve problems in the surrounding environs, but also in its ability to
raise issues to which the public can become aware and actively respond. The ILSC was initiated by a
group called design group FF, which includes a small number of college design students and alumni.
In one sense, their motivation for creating the I Like Seoul Campaign series came from their personal
search for answers to the question, “why do I (we) like Seoul?” Thus, the ILSC began as a personal
journey from the perspective of people who had grown up and lived in Seoul. However, we may
consider the significance of this work from another perspective; it can serve as a model for critiquing
a number of other design projects and internationally organized design events implemented by the
Seoul Capital Government. Designing Seoul Campaign posters was just one of the projects among
Design Seoul Campaigns which were placed all over the city, from subway stations and bus stops to
newsstands (Figure 8). The goal of these posters was to promote new facilities and new services
provided by the government, including daycares, public parks, saving accounts, and Wi- Fi internet
services. Each poster advertises different facilities or services but contains the same message in the
bubble: “I like Seoul” in Korean.
While the Design Seoul Campaign posters represent the voice of the Seoul Capital Government, the
ILSC posters attempts to reflect the voices of multiple and diverse citizens, as the design group FF
states:
There may be more than one answer why we like Seoul. Sharing and exchanging various
voices enables people not only to seek their own answers but also to discover the true
identity or the value of the place in which they live (FF, 2010).
Their claim is that most of the Design Seoul Campaign projects attempt to promote the idea that
new design is good, and tend to renovate the old into the new, yet do so without careful
consideration of important issues, such as: sustainable design, protecting local cultures, and creating
a harmony between old and new. This motivated the design group to launch a series of campaigns,
including the I like Seoul Campaign in season 1 (I like Seoul Campaign Posters) and season 2 (G20
Seoul Summit Project).

Figure 8 Posters displayed at subway stations, on the subway, at bus stands, on buses

For the ILCS season 1 project, which transforms the “government monologue” into “open public
dialogues,” FF adopted the idea of using bubble stickers as a communicative space through the
Bubble Project, which was originally conceived by designer Ji Lee. The goal of the Bubble Project is to
provide public “free spaces” that allow people to express their thoughts by filling in the blank
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bubbles with their own voices (Figure 9). In 2002, Lee printed 20,000 bubbles stickers and placed
them on top of advertisements throughout New York City; later, he photographed the bubbles after
they were filled in with various responses and published them in a book and an online forum in
Figure 9 (Lee, 2006). FF also used bubble stickers as a primary means of communication, yet
modified the idea in a way that it is relevant to the purpose and effect of the ILSC project.

Figure 9 Bubble Project (top); Bubbles filled with text (bottom). Copyright © Ji Lee

While the goal of Bubble Project is to provide the public with a way to express their individual voices
against the corporate monologue in advertising, that of the ILSC is to inspire the public to search for
the value and the true identity of Seoul against the monolithic message that is repeated in the “I like
Seoul” campaign posters. In order to search for diverse yet collective voices to express why they like
Seoul, FF gathered diverse opinions about “why I like Seoul” through social networking channels,
including the project website, twitter, and me2oday. Afterwards, they printed each message onto
bubble stickers and placed the bubble stickers with their new messages all over the city on top of the
Design Seoul Campaign posters (Figure 10). Figure 11 shows how the message in the middle, “Seoul
is dead. Seoul is now dying” contrasts with the original message, “I like Seoul” on the left and the
right. While the former reflects one of the opinions generated by citizens, the latter represents only
the voice of the Seoul Capital Government, which attempts to promote a variety of services and
policies under the Design Seoul Campaign project.

Figure 10 The process of the I Like Seoul Campaign Posters
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Figure 11 Posters displayed at subway stations, originals (left, right), a poster with a new bubble (middle)

In what follows, I use the Point of View framework as a tool of analysis (Figure 12) to examine two
design strategies found in the I Like Seoul Campaign posters, which are intended to foster open
public dialogue and to employ irony as a means of communication.

Figure 12 Design strategies discovered in I Like Seoul Campaign

3.2.1 Creating diverse voices to foster open public dialogue
The first design strategy found in the ILSC posters is to provide a means to convey diverse voices
about what each citizen loves about Seoul from their points of view. These voices are individual, yet
collective and powerful in that they arise from some shared understandings among the collected
opinions. This is closely related to the objective of the ILSC in providing a means to collect and
communicate these voices in a way that is widely accessible:
We have started to wonder why Seoul has been chosen as the World Design Capital in
2010. What distinguishes Seoul from other cities in terms of design? Why is it Seoul over
other cities? We expected to find any answers to these questions in Seoul, where we live
now. Therefore, we began our journey to search for these answers by reading books,
meeting officials, designers, and citizens, and talking to a wide range of people, to
discover something that is not apparent. However, the answers were already with us
from the moment we began our search. We realized that they are not only ours, they
also belong to all those people who live in Seoul.
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As described above, the idea behind this project is that each citizen differently values what it means
to live in Seoul; sharing diverse opinions also fosters open public dialogue in order to discover other
values, issues, or problems that were not realized before.
Diverse voices not only allow public dialogue about what it means each to live in Seoul, but also
reconsider the common value, not merely as a city of the Design Capital but as an environment in
which people live. What is the true identity of Seoul in comparison to other cities? What are the
issues or the problems that are identified by citizens? These concerns are expressed in the bubbles
by arguing that designing Seoul does not entail renovating every corner of the city without
maintaining the identity of Seoul. For example, Figure 13 contrasts some opinions against the idea of
changing the old to the new, such as “Does design mean to make something new? (left),” “Are you
going to design ancient palaces, too? (middle),” or “Leave them as it is: street vendors, undeveloped
community, Dongdaemun stadium (right).” Multiple voices presented in the bubbles shift the
conception of Seoul, which elicits amazement by discovering a new way of connecting Seoul and the
people who live in the city, from the World Design Capital to the real environment in which people
live and interact. In summary, the ILSC challenges existing assumptions and preconceptions about
the role that design plays in a society, specifically in response to the political and social changes
happening in Seoul in 2010. The ILSC demonstrates the fact that designing for Seoul should mean
designing for citizens who live in it rather than designing for the sake of design or for creating a new
kind of policy.

Figure 13 I Like Seoul campaign posters with new bubbles

3.2.2 Irony as a means of providing an opposing stance to the monolithic voice of the
government
Another use of point of view is closely related to the idea that irony offers “perspective of
perspectives” from a critical stance. In rhetoric, the term irony refers to a figurative element of
speech that expresses an idea as its opposite. According to literary theorist and philosopher Kenneth
Burke, the role of irony as one of the four master tropes should not be limited to its figurative and
literal usage. Rather, a more important application of the four tropes is to discover and describe “the
truth” (Burke, 1969, p.503). The following passage illustrates Burke’s primary concern with irony,
which provides useful insight:
Irony arises when one tries, by the interaction of terms upon one another, to produce a
development which uses all the terms. Hence, from the standpoint of this total form (this
“perspective of perspectives”), none of the participating “sub-perspectives” can be
treated as either precisely right or precisely wrong. They are all voices, or personalities,
or positions, integrally affecting one another (Burke, 1969, p.512).
What is central to irony is to not just show seemingly contrasting ideas and judge whether they are
right or wrong, but rather to develop and share many ideas as different possibilities so as to create a
common ground that is agreed upon. This is closely related to the goal of the ILSC. Since irony is
concerned with “resisting affirmation to locate alternate positions,” placing bubbles filled with
multiple opinions on the existing Design Seoul Campaign Posters is more effective to show the gap
between what Seoul citizens experience (middle, Figure 11) and what the Seoul Capital Government
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actually does (right and left, Figure 11), than recreating a poster that criticizes the constraints of the
Design Seoul Campaign.
The emotional effect that is evoked by the ironic stance can also be discussed with the sublime,
which is elicited when the idea of connected whole is discovered, particularly realizing the way we
are all connected to one another. In the campaign, what connects individuals to Seoul is an
awareness of the idea that we are citizens who are responsible for sharing ideas, raising issues, and
resolving relevant problems. This would allow the public to explore alternative possibilities through
active participation in a public dialogue.
The following examples (Figure 14, Figure 15, Figure 16) show a set of common issues and themes
that arise from these diverse voices.

Sustainability

Figure 4 I Like Seoul Campaign posters with new bubbles

“Stop uprooting trees at Han River. There is no shade.” (left) “Seoul has more apartment jungle than
forest. Wonderful.” (right)

Loss of Identity

Figure 5 I Like Seoul Campaign posters with new bubbles

“Wow. Seoul is turning into Seoul Land (like a theme park with a lot of attractions).” (left) “That’s
just the way I like Seoul.” (middle) “Seoul-si, New York-gu, Paris-dong, London Apartment
construction site." (right)

Goal of Designing Seoul

Figure 6 I Like Seoul Campaign posters with new bubbles
1128

“For whom are we designing Seoul?” (left)
rather than a city for display.” (right)

4

“Seoul should be a space where residents feel happy

Conclusion

This inquiry stemmed from the problem of information design, particularly a lack of substantive
theory that can encompass emotion and information design. Although the role of emotion has for
some time been central to human communication and other areas of design, no theoretical
framework has been developed that would allow design researchers and educators to model the
relationship between emotion and information as part of examining the complex relationships
among information artifacts, audiences, and designers in specific contexts.
This paper presented the Point of View framework as a mediacy of information design in order to
uncover and analyze design strategies that are used in information design works. What distinguishes
this framework from other descriptive frameworks is its breadth as well as the expandability of each
of the four themes; person, perspective, mode, and principle as means for questioning and
illustrating the use of point of view in the context of information visualization and other fields of
design. Although the number of examples analyzed in this paper was limited but carefully chosen to
cover diverse types, from posters to exhibitions and social campaign projects so as to examine
diverse design strategies aimed at enriching emotional connection between the information design
artifacts and the audience across various form and media.
Recognizing emotion in relation to action and experience as the central concern of information
design, this research makes the following contributions. First, this study provides a theoretical
framework that can examine the relationship among information artifacts, audiences, and designers
in specific contexts. While the three components are not entirely new, the problem is the lack of a
framework that models the complex relationship among the three. Therefore, presenting the Point
of View framework would help design researchers and educators to understand the audience’s
emotional connection to the information artifacts in particular contexts.
Second, this study provides a metalanguage that allows design researchers and educators to
articulate the audience’s emotion connection to the information design artifacts; it offers an
approach for uncovering design strategies that are often implicitly used by designers to create
information artifacts aimed at producing a particular emotional effect for an audience. In particular,
four thematic variations of point of view can be used as a tool for analysis with which an information
artifact or a particular communicative situation can be better understood; they can be also used by
practicing designers in the planning process when solving a design problem, and by educators in the
class as a tool for critique.
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